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ABSTRACT 
The nut, bolt, and thread are symbols of order in my work. They represent a memory 
trace of my time growing up in Iowa and my connection to working on the family farm. These 
objects have the potential to exhibit elements of both simplicity and complexity, expressed 
through patterns and harmony, and the repetition of form, line, color, space, presentation, and 
ultimately, their relation to you the viewer.  
With this body of work, I intend to create metaphors relating to connections people have 
to one another, as individuals, society and ultimately as a reflection of self. The act of grouping, 
organizing, and thinking in linear perspectives is forever present, and permeates nearly every 
action whether it is my intention or not. This work explores the need of order, in particular when 
it alludes to an impulsive action. The function of the multiple is used to establish linear patterns 
and rhythms, referencing ones need to create understanding and meaning in daily life.  These 
nuts and bolts become symbols of stability and strength, pointing directly at our lack of control. 
Similarly to our own lives, my work represents both the anticipated and chaotic nature of 
reality. I have found that for success to be present failure is immanent and without chaos, order 
cannot exist. This is revealed once we remove ourselves from our preconceived notions of what 
we hope to see, allowing us to discover a new understanding of success and/or failure.  
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CHAPTER 1: ORDER AND CHAOS 
“We live in two worlds - order and chaos. In the world of order, we plan, reflect, and think about 
what to do next. In the world of chaos, things happen, we get things done, yet unpredictability 
persists. In one world, we like to think we are in control. In the other, we mingle together with 
increasing complexity, conflict, and uncertainty.” 
David Spangler
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I find the idea of order is best expressed as patterns, sequences, or methods of 
arrangement. As order becomes more apparent, the ability to see and feel disorder increases. For 
example, if you look down a row of tiles and see one tile out of alignment, the feeling of disorder 
would be stronger than if none of the tiles lined up. I feel having reliable systems of order are 
important in relationships, society, family; they are needed in making critical decisions in our 
world everyday. I desire the use of systems of order for their efficiency, for their ability to create 
understanding, and for the comfort it gives many people, including myself, either mentally or 
physically in the chaos of our everyday lives. Disorder, being the opposite of order is complex, 
uncomfortable, scary, and can appear nonsensical. Many aspects of disorder can be measured 
and understood. Implementing elements of order such as categorizing size, shape, direction, 
strength, range, pressure, and temperature to confusing events, relationships, and ideas creates 
stability. This vocabulary of understanding brings elements of order to an idea perceived as 
disorderly and chaotic. These ideas of disorder and chaos create anxiety and fear because they 
are unpredictable. The tension felt when the outcome is perceived as unknowable compels me to 
think about being uncomfortable with not knowing. Curiosity of the unknown drives my desire 
for order.  
Everyone deals with aspects of order and chaos in his or her own way. I use elements of 
order such as line, form, tension, and pattern to evoke a desire of action in the work I make. My 
sensitivity for the need of creating order is unique to me and comes from growing up on a farm 
in the Midwest. Reflecting on moments of disorder helped me understand these aspects of 
myself. As Philip Rawson states, “As we live our lives we accumulate a fund of memory-traces 
based on our sensory experience. These remain in our minds charged, it seems, with vestiges of 
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the emotions which accompanied the original experience.”1 One such moment was when I was 
working on the farm. I was given the task of organizing a workbench. It was covered with 
buckets and piles of random nuts and bolts for upcoming projects. I distinctly remember 
approaching the disorderly configuration of nuts and bolts and thinking, “what fresh hell is this?” 
After a few minutes, the act of placing the nuts and bolts in an order became peaceful. I began to 
find patterns and set my own parameters for the order to spread throughout the workstation. I 
was surprised so much gratification was gained from the task. I was curious to see how the space 
was affected by the completed order. The overall negative feeling I had when the bench was 
messy became positive as order was established. This is one of my clearest memories where I 
was able to indulge a very prominent area of my psyche.  
The elements of my work that best express the idea of order is in the forms of the 
hexagonal nut, bolt, and thread. Using multiples of these forms creates repeating patterns that 
establish a particular order. From that order I use disorder as a catalyst to create a yearning for 
the pattern to return. I am intrigued when the language of order communicates more successfully 
than words. By deciphering patterns we are able to envision more than what actually may be 
physically present. The implied lines of a piece complete themselves through the subconscious 
and it becomes a greater representation of the object. An example of this is the work of Piet 
Mondrian, Composition with Four Yellow Lines2. (FIGURE 1B) It is stated that “Mondrian’s 
fascination with the incomplete within the complete, the tension of line cut off by the edge of the 
canvas that seek to continue on to an invisible point of juncture outside it, is nowhere better 
expressed than here. The desire to rejoin and complete the lines, to recover the square, is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  Philip	  Rawson,	  Ceramics	  (London:	  Oxford	  University	  Press,	  1971).	  2	  Pubhist,	  https:/pubsist.com/w25875	  (accessed	  05	  10,	  2018).	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irresistible.”3 The desire for the completion of that line is the same feeling of compulsion I have 
to put objects in lines and patterns. This also expresses my underlying dislike for objects that do 
allow the completion of line or pattern. In my show Impulsion I use Mondrian’s technique of 
setting up a pattern and rhythm with the viewer and then breaking it.   
 The idea that order and disorder are reciprocal persists through many conversations. 
Examples of both ideas eventually express themselves as their opposite. I use this idea of the 
reciprocal nature of order and disorder to create balance in my work. I do this by having the 
disorder evolve from the patterns and lines exhibited in the piece. The piece Compulsion shows 
this idea of the reciprocal nature of order and disorder. The work expresses this because a bolt is 
orderly in form and when placed next to other bolts that vary in size and shape disorder presents 
itself. The bolts do not fit neatly together and leave negative spaces that call attention to the fact 
that they have no discernable pattern. Yet, when work is seen from farther away a new more 
complex pattern emerges establishing a feeling of consistency and order.  
 I think it is also important to say the type of disorder expressed in my work must come 
from the form, pattern, and line established in the piece. I am not trying to reference randomness 
or make anyone feel shocked by the disorder. The order and disorder needs to come honestly 
from the piece. Doing that speaks truthfully to the reality my work exists in. Art and Fear 
discusses the rules and the results of not working within the parameters of reality.  
As mathematician G.K. Chesterton wryly noted, “You can free things from alien or 
accidental laws, but not from the laws of their own nature. Do not go about encouraging 
triangles to break out of the prison of their three sides; if a triangle breaks out of three 
sides, its life comes to a lamentable end.”4 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  3	  H.	  H.	  Arnason	  and	  C.	  Mansfield	  Elizabeth,	  History	  of	  Mondern	  Art:	  Painting,	  Sculptue,	  
Architecture,	  Photography,	  Seventh	  Edition,	  ed.	  Craig	  Campanella	  (Boston:	  Pearson,	  2013).	  4	  David	  Bayles	  and	  Ted	  Orland,	  Art	  and	  Fear	  Observations	  on	  the	  Perils	  (and	  Rewards)	  of	  
Artmaking	  (Santa	  Cruz,	  CA:	  Image	  Continuum	  Press,	  1993).	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I find interest in the ideas of unpredictability and the ways it can be expressed 
specifically looking at pieces where underling patterns ultimately evolve to create complexity. 
Following the disorder through the layers of cause and effect leads me back to discover the initial 
point of the pattern. Having seen this I can discover where the pattern fell into disorder. Finding 
that point where order fails intrigues me. It does this by not being specific to any one person. The 
piece Radix Set expresses this idea best. This piece has an obvious central point but as you look 
towards the outer edges of the form the pattern wanders and the negative space is inconsistent. 
No mater how well organized the bolts are the individual pieces will never fit together exactly. 
The bolts will always have spaces between them where they do not line up. The overall shape 
will never be exact even though the individual components are very uniform in pattern and size. 
Radix Set creates a desire in me to attempt to create consistency of pattern with these forms even 
though I know it cannot happen.  
Questioning so intensely the importance of order and why I prefer it to disorder has 
allowed me to embrace aspects of the material I work with. My experience using porcelain does 
not lend itself well to making these forms. I feel the material being so wildly difficult for me to 
be challenging. It pushed me out of my comfort zone and into an area fueled by chaos. I began 
finding an odd consistency in this area of chaos. Knowing the potential or inevitable failure of 
work allowed me to discover patterns I had not considered. I found patterns where I had not seen 
them before. In particular they were found in the cracks and in the warping of form. When I 
created the forms Vexed and Radix Set I became painfully aware of how important every 
interaction I had with the material was. The porcelain intensified every mistake I made and was 
not truly apparent until it was completed. Changing one condition such as wetness of the clay or 
firing speed would also have drastically different effects on the final piece. The differences could 
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be anything from developing a crack down one side rather than the other or changing the way a 
form warps when it becomes pyro-plastic in a kiln. Each result could be drastic if care was not 
taken. Yet when I embrace the aspects of disorder they then become a source of expression.  
I find it quite interesting when people respond to the same experiences regarding disorder 
and have completely opposite feelings. While one person sees confusion in a stack of threads as 
seen in Inevitable, someone else can see constancy, balance, and structure. The viewers can 
experience the same event but come to completely different conclusions. My work uses this 
allowing the viewer to explore the disconnection. All of the work in the show Impulsion 
challenges the individual’s perspective of whether order or disorder is more present in the work. 
Are the lines, forms, and patterns more distinctive? Or do the cracks, irregularities, and 
inconsistencies succeed and overwhelm? While I experience the feeling of disorder others may 
not. While to me disorderly feelings are more prevalent, others may experience feelings of order. 
 Time is one of the only aspects that could change these feelings. As time passes you 
begin to feel comfortable with the feeling of discomfort. I also believe it is possible, if enough 
time is allowed, for comfort to transition into a feeling of discomfort. Ask anyone who has sat on 
a couch for too long. It only takes time. This is why when I feel calm and have a general sense of 
order in my life I begin to feel stress building. My stress begins building in anticipation of losing 
my current feelings of order and comfort. I know that a chaotic time is on the horizon. I know at 
the very least these feelings are impermanent and will change. This means deep down I also 
know calm and order will return, in time. 
 Many times I have associated disorganization with negative thoughts. One revelation I 
came across was that my own personal order might be confusing to others. In turn their order 
might be confusing to me. With this insight, my order, which I think of as beneficial, efficient, 
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and good, is then looked at as bad and disruptive. My thoughts and feelings of patterns and 
rhythms are different than others. Most of the time I would say my desire for order is more 
intense than the degree of order comfortable for most people. This may be confusing to some, 
which, interestingly, changes my perception of order into chaos for them. Sadly, I 
unintentionally create a disruption to their idea of order.  
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CHAPTER 2: NUTS, BOLTS AND THREADS 
“They say dreams are the windows of the soul- take a peek and you can see the inner workings, 
the nuts and bolts” 
Henry Bromell  
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The nut, bolt, and thread are symbols of order in my work. They represent a memory 
trace from my time growing up in Iowa and my connection to working on the farm. These 
objects have the potential to exhibit elements of both simplicity and complexity. They also 
express patterns and harmony through the repetition of form, line, color, space, presentation, and 
their relation to you the viewer. They create metaphors relating to the actions we have to the 
world around us and as reflections of self. They are also symbols of stability, strength, and 
objects of important details. People often make statements asking for the nuts and bolts of an 
issue.  
In Compulsion the viewer sees many bolts sitting next to each other on a shelf. The 
individual bolt becomes blurred with the mass of others. It ceases to be about the individual and 
expresses what is accomplishable by the many. The individual plays a part in the mass and yet 
can still be seen as one. I think this relates to how we can feel alone in a crowd or how someone 
can be comforted when the actions of many come together for one purpose.  
I repeatedly use the inspiration of these objects because their individual forms can be 
connected and assembled in a variety of patterns. These patterns express complexity with simple 
shapes. The forms made from hexagons, cylinders, and triangles, are the basis for building 
complexity in my work.  
Many of the works in the show Impulsion use multiple nuts, bolts, or threads to make one 
piece such as Radix Set, Impending, Imminent, Inevitable, Impulsion, Compulsion, Anticipate, 
Vitiate, Desiderate, and Stripped. When multiple simplistic forms are placed together the 
interactions from one to the other become more complex. Also when pieces interact through the 
multiple it allows the viewer to interpret many variations of complexity of form and metaphor.  
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Anticipate is captivating for its suggestion of metaphor. I find this relates to my life 
where ideas and feelings of order exist on a very precarious foundation. The piece shows two 
bolts balanced in a very linear way on top of a broken and bent bolt. It suggests the feeling of 
stability in life is only an illusion. This interaction from the stacked bolts changes the negative 
space to make it irregular and begins to break down the harmony of the pieces. The structure of 
Anticipate also becomes increasingly complicated because as the visual of more bolts are added a 
new layer of intricacy is added as well. The fact that the bolts are not exact from one to the other 
heightens the complexity of the form. The feeling of anticipation that the work will fail from lack 
of stable structure creates tension in the viewer. This tension creates an impulse of hesitation to 
approach the work.   
The bolt is used as a metaphor to make connections between two people, self-reflection, 
and for discovery in the piece Stripped. The piece shows two bolt forms lying end to end. One 
bolt form has threads attached and the other’s threads are placed between the two bolts. I see 
multiple underlying meanings for this piece. First, I see it to be interpreted as a relationship 
where one bolt is displaying their true self to the other. The bolt with threads on can be seen as 
being apprehensive to do the same. I feel it is also representative of a self-reflection. If you look 
at Stripped from the perspective of the threaded bolt, it eludes to looking inside yourself for 
answers. Conversely, if you look from the perspective of the bolt with no threads it suggests 
looking outside of yourself for answers.  
I find another perspective to be even more curious which is the metaphor for curiosity. 
Stripped is presented in a way that feels sterile and motionless. The thought of dissection sits at 
the edge of my mind when viewing the work. Everyone knows threads belong on the bolt. Yet, to 
have them off in a way that does not feel true sparks intrigue. Questions begin to press forward 
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and not knowing the answers is frustrating. The work becomes a metaphor for the expression of 
curiosity and not getting an answer.  
I am most infatuated with the piece Impulsion from my show. I love it so much and I am 
still am trying to figure it out. I keep pulling back layers and finding new ideas. The bolts on this 
piece are very regular in shape, size, color, construction, and height. All one hundred and thirty-
one bolts have been arranged tightly in a square that is eleven bolts by twelve bolts. The piece 
has one bolt missing from the set, off of center near the corner. This work sits on glass two 
inches above the pedestal so that light shines through the space and completely illuminates a 
single hexagonal shape below. Light also shows on the pedestal where the bolts do not meet 
perfectly and creates a simple hexagonal pattern. The piece drives me insane by not having the 
last bolt to finish the pattern. However, if the bolt were present the beauty of the light and 
shadow underneath would die. This is confounding! My desire for order would destroy the 
energy of the work. It is not hard to see where a metaphor could be pulled from the work. Even 
though you may act with the best intentions in mind to make something complete you may 
destroy a deeper beauty you might not have noticed.  
I decided to use simple color choices for the same reason I used nuts, bolts, and threads. 
The grays, blacks, whites, and creams express simplicity, and structure, and are compelling to 
experience in contrast. The use of these colors establishes a harmony amongst the work in the 
show Impulsion. The one work that does not use white or black is Compulsion, which uses 
greens and blacks. I used matte blacks on forms to amplify the feeling of disorder in the work. 
The work Radix Set and Desiderate are examples where black was used to bring the viewers 
attention to an area of disorder. Conversely I use white to express the feelings of calm where 
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order is present. The green stands out as an oddity. The intention for this is to make the viewer 
engage with the feeling that it actually is odd.  
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CHAPTER 3: FAILURE 
“He who is discouraged after a failure is not a real artist” 
Auguste Rodin
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First, I feel the need to broach the topic of failure. The idea of failure is an interesting 
one. Simply to fail means to not succeed however, this thought being presented as definitive has 
always seemed wrong to me. I have found that few things in life exist in absolutes. Can 
something fail and still succeed? Can something succeed and still be wrong? I find often through 
failure there exists benefits I was not initially looking for. Usually when I open myself up to the 
reality of what happened and approach the pieces with “fresh eyes” I happily discover a new type 
of success. I find David Bayles and Ted Orland do a great job talking about failure in the art 
world in the book Art and Fear. They write: 
The function of the overwhelming majority of your artwork is simply to teach you 
how to make the small fraction of your artwork that soars. One of the basic and 
difficult lessons every artist must learn is that even the failed pieces are essential. 
X-rays of famous paintings reveal that even the master artists sometimes made 
basic midcourse corrections (or deleted really dumb mistakes) by over painting 
the still-wet canvas. The point is that you learn how to make your work by 
making your work, and a great many of the pieces you make along the way will 
never stand out as finished art. The best you can do is make art you care about – 
and lots of it!5 
 
The point that is strongly represented is that failure will forever be present in the work 
but the point is that you can only reach the good stuff by wading through all of the bad stuff. The 
hardest part of this statement to swallow is that it is only you that can do it. It is a solo journey 
where the path you choose is your own and no one else’s. On top of that only a minuscule 
number of pieces might actually be good enough to call Art. Later on in the book another exert 
talks about our ability to execute vision. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  5	  David	  Bayles	  and	  Ted	  Orland,	  Art	  and	  Fear	  Observations	  on	  the	  Perils	  (and	  Rewards)	  of	  
Artmaking	  (Santa	  Cruz,	  CA:	  Image	  Continuum	  Press,	  1993).	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After a few months’ practice, David lamented to his teacher “but I can hear the music so 
much better in my head than I can get out of my fingers.”  
 
To which the master replied, “What makes you think that ever changes?” 
 
That’s why they’re called Masters. When he raised David’s discovery from an expression 
of self-doubt to a simple observation of reality, uncertainty became an asset. Lesson of 
the day: vision is always ahead of execution – and it should be. 6 
 
I think this expresses a great point about what expectations are and what is reality. Many 
times in my making process my desire to execute my exact idea gets in the way of what is real. I 
begin to see the piece as a failure because no matter what result I achieve the piece no longer 
represents the piece in my mind. Looking at the work again with an unbiased perspective is a 
difficult step to take, but is one of the most important to take as an artist. While conversing with 
an artist about the feelings of having work fail because of accidents, imperfections, or errors in 
the process he said, “Sometimes a mistake is perfect.”7 Without mistakes or failures I would just 
be making every idea exactly as I see it in my mind without the ability to experience change or 
growth from the initial concept.  
In my work the idea of a crack in a piece of ceramic work is the expression of disorder, 
failing structure, and an element of chaos. My initial reaction to a broken piece of ceramic is that 
it is wrong and I immediately want to get rid of it. These imperfections convey my ideas of 
disorder with their destruction. Looking at each split and fissure I see a record of history, 
handling, process, and an expression of unpredictability. The discomfort felt from a single crack 
is there because the piece is broken and by extension so is the pleasing order of the form.  
As I investigate the cracks in my work such as in Vexed and Vitiate I find they begin to 
peek my interest the more I look. I am drawn to the way the fissures move around the form. 	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  Ted	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  Art	  and	  Fear	  Observations	  on	  the	  Perils	  (and	  Rewards)	  of	  
Artmaking	  (Santa	  Cruz,	  CA:	  Image	  Continuum	  Press,	  1993).	  7	  Bryan	  Horn,	  interview	  by	  Nicholas	  Ryan	  Meyer,	  (March	  3,	  2018).	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While some cracks split the form, others seem to tear the material apart. Still others travel in 
complicated ways and create unpredictable paths. I find it also interesting that when I try to make 
a fracture in a form it never has the same compelling feel. The creation of an intentional break 
has a completely different feeling when it is compared to one made from the process of making 
the form. When something like a break is designed it losses it’s energy and feels planned. I guess 
G. K. Chesterton would say I am trying to break a triangle out of it’s prison of three sides. To 
have an honest crack it must come from the form naturally. A crack has been trained in me to be 
an expression of failure, destruction, wrongness, and disorder in the ceramic medium. Through 
the process of working with clay I am beginning to thinking about the material as containing it’s 
own forms of order and chaos. I now look to discover where I can find order again in the 
disorder of a broken piece. 
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CHAPTER 4: CONCLUSION 
“There is no end to education. It is not that you read a book, pass an examination, and finish 
with education. The whole of life, from the moment you are born to the moment you die is a 
process of learning.” 
Jiddu Kishnamurti
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 I can confidently say that the show Impulsion exhibits multiple examples of my drive to 
create the feeling of order, especially in a world where order never really seems to exist. I use the 
elements of line, pattern, color, and form to convey this idea through the objects of nuts, bolts, 
and threads. Being able to now look at all the pieces together, I feel the most successful works 
are those that are the closest to failure. When the work is closest to failing it becomes the most 
compelling. The work does this by making me feel that the work is too close to failing and 
makes me want to pull back from the edge.  I also found the piece that was the most surprising 
was Impulsion because it is mentally conflicting. If I gave in to my desire for order the energy in 
the work would be gone.  
As I pushed through this body of work many things revealed themselves to me. I found 
insights from my work, about myself and about Art. I developed perspectives concerning my art 
that I have never noticed before. Yet, as I looked through old sketchbooks I found they have 
been present all my life. I never realized I had an underlying need for order or that need could be 
unique. I found it was not only a part of me, it exists in me quite differently than in others. It was 
also invigorating to discover my desire for this order could be a source for exploration and that I 
could offer my own perspective on the topic. Using this idea as inspiration from was so foreign 
from what I was accustomed to; I needed to approach my exploration from angles I had never 
thought of before. Through my investigations, I discovered the level of order that my life 
revolves around, as well as the chaos that often overwhelms it. I discovered how I mentally deal 
with them, and how to artistically use the points of discomfort to be had from both ends of the 
spectrum.  
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While working towards completing this show I paid close attention to instances where I 
reacted to disorder. I specifically paid attention to instances where these actions were instinctive 
and automatic. I thought about these actions and it yielded almost no insight. I had to find out 
how to investigate this. I tried asking myself many questions about order, chaos, and my feelings 
regarding them. They too never really moved me forward much either. The question that seemed 
to always give the most insight was the question why? Why did I need to move that object there? 
Why do I feel this is right? Why does this make me feel this way and do others share this feeling 
too? Why do I think nuts, bolts, and threads can express this? After this I could then begin to ask 
question how? How can I show this? How can I make others feel what I feel? How can I make it 
compelling? 
 Since completing this work I finished reading the book Art and Fear, which has given 
me new insight, as each reading does. A sentence that struck me reads, “How do you describe the 
[reader to place words here] that changes when craft swells into art?”8 This question has begun to 
make me think in a renewed light and push me forward.  
I also like the insight Art and Fear has about moving forward from the work that has 
already been made:   
“For you, the seed for your next art work lies embedded in the imperfections of your 
current piece. Such imperfections (or mistakes, if you're feeling particularly depressed 
about them today) are your guides—valuable, reliable, objective, non-judgmental 
guides—to matters you need to reconsider or develop further. It is precisely this 
interaction between the ideal and the real that locks your art into the real world, and gives 
meaning to both.”9 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  8	  David	  Bayles	  and	  Ted	  Orland,	  Art	  and	  Fear	  Observations	  on	  the	  Perils	  (and	  Rewards)	  of	  
Artmaking	  (Santa	  Cruz,	  CA:	  Image	  Continuum	  Press,	  1993).	  9	  David	  Bayles	  and	  Ted	  Orland,	  Art	  and	  Fear	  Observations	  on	  the	  Perils	  (and	  Rewards)	  of	  
Artmaking	  (Santa	  Cruz,	  CA:	  Image	  Continuum	  Press,	  1993).	  
	   20	  
The relevance of this statement is powerful. It states two important things. First is that I 
need to think about the work that has been made and ask questions. I need to question the work 
thoroughly to find where it fails and where it succeeds. This question urges me to continue to be 
inquisitive and to be open to change. Secondly, I feel the passage simply says, “You need to 
make more”! 
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FIGURE 1A 
 
 
Installation View 
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FIGURE 2A 
 
 
Installation View 
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FIGURE 3A 
 
 
Installation View 
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FIGURE 4A 
 
 
Installation View 
	   28	  
 
 
 
 
 
FIGURE 5A 
 
 
Installation View 
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FIGURE 6A 
 
 
Installation View 
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FIGURE 7A 
 
 
Installation View 
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FIGURE 8A 
 
 
Stripped 
9” H x 38” L x 9” D 
Oxidation Fired, Porcelain
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FIGURE 9A 
 
 
Vexed 
16.5” H x 6.5” L x 4” D 
Oxidation Fired, Porcelain
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FIGURE 10A 
 
 
Impulsion 
4” H x 16” L x 16” D 
Oxidation Fired, Porcelain
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FIGURE 11A 
 
 
Impending 
16” H x 6.5” L x 6.5” D 
Oxidation Fired, Porcelain 
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FIGURE 12A 
 
 
Imminent 
28” H x 9” L x 6.5” D 
Oxidation Fired, Porcelain 
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FIGURE 13A 
 
 
Inevitable 
19” H x 9” L x 6.5” D 
Oxidation Fired, Porcelain 
	   37	  
 
FIGURE 14A 
 
 
Anticipate 
24” H x 17” L x 8” D 
Oxidation Fired, Porcelain 
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FIGURE 15A 
 
 
Radix Set 
20” H x 60” L x 60” D 
Oxidation Fired, Porcelain 
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FIGURE 16A 
 
Compulsion  
10” H x 144” L x 4” D 
Oxidation Fired and Reduction Fired, Porcelain 
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Figure 17A 
 
 
Compulsion Detail 
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FIGURE 18A 
 
 
Desiderate 
28” H x 23” L x 6.5” D 
Oxidation Fired, Porcelain 
	   42	  
 
 
 
 
 
FIGURE 19A 
 
Vitiate 
6” H x 21” L x 6.5” D 
Oxidation Fired, Porcelain
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FIGURE 1 B 
 
Piet Mondrian  
Lozenge Composition with Four Yellow Lines 
1933, 31 3/5H X 31 1/2W 
https://www.pubhist.com/w25875
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Matt Long 6-10 Porcelain 
Minspar (soda spar) 20% 
Silica  12% 
Pyrophylite 13% 
Grolleg 55% 
Bentonite 2% 
 
Stick to Anything Slip (Black) 
EPK 23.8 
Ball Clay 23.8 
Silica 23.8 
Corwallstone 11.9 
Nephaline Syenite  11.9 
Opax 2.4 
3195 Frit 2.4 
Black Stain 10 
 
Tuxedo (Black) Stroke and Coat 
Cotton Tail (White) Stroke and Coat
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Nicholas Ryan Meyer  
Oxford, MS 38655 
nicholasmeyerceramics.com 
nickryanmeyer@gmail.com 
 
Education 
2018 Masters of Fine Arts, Studio Art- Ceramics, Departments of Art The University of 
Mississippi, Oxford, MS 
 
2010 Master of Arts, Studio Art- Ceramics, Department of Art The University of 
Northern Iowa, Cedar Falls, IA 
 
2006 Bachelor of Arts, Studio Art- Ceramics, Department of Art The University of 
Northern Iowa, Cedar Falls, IA 
 
2004 Associate of Arts, General Studies, Hawkeye Community College, Waterloo, IA 
 
Professional Experience 
2006-2015 Ceramics Laboratory Technician, The Hearst Center For the Arts, Cedar Falls, 
IA, maintained the ceramics studio, ordered materials, fired kilns, and helped 
develop the ceramics program 
 
2011 Studio Assistant, Penland School of Crafts, Penland, NC, assistant to Sang 
Robertson and Sandy Blain during workshop 
 
2010-2011 Assistant Education Coordinator, The Hearst Center for the Arts, Cedar Falls, IA, 
helped oversee schedule of classes, organized student information, and organized 
class materials 
 
Teaching Experience 
2016, 2017 Instructor of Record, The University of Mississippi, Oxford, MS, taught 
beginning ceramics class for fall 2016 and summer 2017 
 
2012-2015 Instructor, Waterloo Center for the Arts, Waterloo, IA, taught adult ceramics 
classes, organized lessons, prepared materials for students, demonstrated all 
ceramic building skills, and fired reduction kilns for students  
 
2011-2015 Adjunct Instructor, Hawkeye Community College, Waterloo, IA, taught all of the 
Ceramics I classes, maintained the ceramics studio, and ordered needed materials 
for classes 
 
2005-2015 Instructor, The Hearst Center For the Arts, Cedar Falls, IA, taught adult, teen, and 
children ceramics classes, organized lesson plans and prepared materials for all 
students 
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2012 Substitute Instructor, The University of Northern Iowa, Cedar Falls, IA, seven 
days substituted for Ceramics I, II, III, and undergraduate classes 
 
Exhibitions 
2018 Unknowns Illuminated, Southside Gallery, Oxford, MS, three person show and 
gallery talk 
  
Student Exhibition, University of Mississippi Library, The University of 
Mississippi, Oxford, MS, Invitation by Dr. Kris Belden-Adams and Josh Brinlee, 
group show 
 
Impulsion, Gallery 130, The University of Mississippi, Oxford, MS, Master of 
Fine Arts thesis solo exhibition  
  
Graduate Survey, Gallery 130, The University of Mississippi, Oxford, MS, three-
person show 
 
Student Summer Exhibition, Gallery 130, The University of Mississippi, Oxford, 
MS, Juror: Justin Bowles, Established artist from Memphis, TN, group show 
  
2017 Mississippi Collegiate Art Competition, The University of Mississippi Museum, 
Oxford, MS, Juror: Dan Brawner, Chair of Graphic Design at Watkins College of 
Art, regional show 
 
Vessels: Interpretations and Iterations, Mantle Gallery, Kentucky Mudworks, 
Louisville, KY, Juror: Bill Wilkey, Full time studio potter, workshop presenter, 
and ceramics instructor in Helena MT, national show 
 
Graduate Student Exhibition, Gallery 130, The University of Mississippi, Oxford, 
MS, group show 
 
 Summer Exhibition, Gallery 130, The University of Mississippi, Oxford, MS, 
Juror: Katherine Hunter, Letter press artist from Baton Rouge LA, group show 
 
New Work, The Inn at Ole Miss, The University of Mississippi, Oxford, MS, 
group show 
 
2016  Student Summer Exhibition, Gallery 130, The University of Mississippi, Oxford, 
MS, Juror: Jill Foote-Hutton, Studio artist and adjunct instructor for Northwest 
College in Powell, WY, Award: Best in Ceramics, regional show 
 
 Vestiges, Masters of Fine Arts Candidates Group Show, Greater Memphis Area 
TN, group show 
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2nd Annual Dirty South Cup Call & Competition, River Oaks Square Arts Center, 
Alexandria, LA, Juror: Kristen Kieffer, Full-time studio potter, workshop 
presenter, and ceramics instructor in Massachusetts, regional show 
 
Mississippi Collegiate Arts Competition, The Mississippi Arts Center, Byron, MS, 
Juror: Richard Doubleday, Assistant Professor of Graphic Design at Louisiana 
State University, regional show 
 
 Touch of the Blues, ARC Gallery, Chicago, IL, Juror: Sarah Krepp Professor and 
Chair of the Painting Program at the University of Illinois at Urbana/Champaign, 
Award: Best in Show, national show 
 
2015 Transitions: Graduate Student Exhibition, Department of Art, Gallery 130, The 
University of Mississippi, Oxford, MS  
 
2012 Those Who Teach, The Hearst Center for the Arts, Cedar Falls, IA, Juror: Emily 
Drennen, Curator for The Hearst Center for the Arts, regional show  
 
2011 River to River, Czech-Slovak Protective Society (CSPS) Hall, Cedar Rapids, IA, 
Jurors: Bunny McBride, Chair of Ceramics at The University of Iowa, JoAnn 
Schnabel, Professor at the University of Northern Iowa, Sanjay Jani, Founder of 
AKAR Design and Architecture, regional show 
 
2010 Master's Thesis Vessels in the Moment, Department of Art, The University of 
Northern Iowa, Cedar Falls, IA 
 
 Annual Department of Art Juried Student Exhibition, Department of Art, The 
University of Northern Iowa, Cedar Falls, IA 
 
2009 First Fifty, The Hearst Center for the Arts, Cedar Falls, IA, regional show 
 
 Annual Department of Art Juried Student Exhibition, Department of Art, The 
University of Northern Iowa, Cedar Falls, IA 
 
2008 Group Exhibition, Deans Triangle Gallery, Department of Art, The University of 
Northern Iowa, Cedar Falls, IA 
 
2006 Annual Department of Art Juried Student Exhibition, Department of Art, The 
University of Northern Iowa, Cedar Falls, IA  
 
Awards 
2018 Graduate Assistantship, Department of Art, The University of Mississippi, 
Oxford, MS, fired kilns, prepared clay, maintenance of studio equipment and 
facilities, and leaded university classes 
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2017 Graduate Assistantship, Department of Art, The University of Mississippi, 
Oxford, MS, fired kilns, prepared clay, maintenance of studio equipment and 
facilities, and leaded university classes 
 
2016 Graduate Assistantship, Department of Art, The University of Mississippi, 
Oxford, MS, fired kilns, prepared clay, maintenance of studio equipment and 
facilities, and leaded university classes 
 
Best in Ceramics, Department of Art, The University of Mississippi, Oxford, MS 
 
 Best in Show, ARC Gallery, Chicago, IL  
 
2015 Graduate Assistantship, Department of Art, The University of Mississippi, 
Oxford, MS, fired kilns, prepared clay, maintenance of studio equipment and 
facilities, and leaded university classes 
 
2011 Purchase Award, Cedar Rapids Museum of Arts, Cedar Rapids, IA 
 
 Purchase Award, Iowa City Museum of Arts, Iowa City, IA 
 
2010 Graduate Assistantship, Department of Art, The University of Northern Iowa, 
Cedar Falls, IA, fired kilns, prepared clay, maintenance of studio equipment and 
facilities, and lead university classes for two weeks 
 
 Annual Department of Art Juried Student Exhibition, Purchase Award/Honorable 
Mention Department of Art, The University of Northern Iowa, Cedar Falls, IA 
 
2009 Annual Department of Art Juried Student Exhibition, Purchase Award Department 
of Art, The University of Northern Iowa, Cedar Falls, IA 
 
 Graduate Assistantship, Department of Art, The University of Northern Iowa, 
Cedar Falls, IA, fired kilns, prepared clay, maintenance of studio equipment and 
facilities 
 
Fairs & Festivals 
2014 Iowa Sweet Corn Festival, Waterloo IA 
 
 Artapolooza, Cedar Falls IA  
 
2013  Reinbeck Arts Festival, Reinbeck, IA 
 
 Artapolooza, Cedar Falls IA  
 
2007-2014 Franklin County Fair, Pleasant Hill, Hampton, IA, organized and ran the pottery 
studio for the county fair 
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Workshops Taught/Assisted 
2012 The Ceramics Center, Cedar Rapids, IA, conducted workshop demonstrating 
personal slab-building processes and techniques 
 
2011 Sandra Blain, Ceramist. Penland School of Craft, Penland NC, assisted an eight-
day long workshop and corresponding demonstrations with a personal 
presentation 
 
 Sang Robertson, Ceramist. Penland School of Craft, Penland NC, assisted a ten-
day workshop and corresponding demonstrations with a personal presentation 
 
2006 Dunkerton Community Schools, Dunkerton, IA, presented ceramics demonstration 
to students 
 
Organizations & Conferences 
2017-2018 Mud Daubers, Vice President. The University of Mississippi, Oxford, MS 
 
2016-2017 Mud Daubers, President. The University of Mississippi, Oxford, MS 
 
2015-2016 Mud Daubers, Vice President. The University of Mississippi, Oxford, MS 
 
2013-2015 Friends of the Arts, Treasurer. Waterloo Center for the Arts, Waterloo, IA, 
participated in discussions, organized events, assisted with gallery openings, 
worked on subcommittees, presented budgets, and kept track of purchases made 
for events  
 
2011, 2013 Iowa Clay Conference, Cedar Rapids Ceramics Center, Cedar Rapids, IA, 
participated in discussions and lectures 
 
2008, 2010-  National Council on Education in the Ceramic Arts, attended discussions,  
2012, 2014-  lectures, demonstrations, and gallery openings  
2017 
 
2008- 2010 Northern Iowa Potters and Sculptors, Vice President, The University of Northern 
Iowa, Cedar Falls, IA  
 
Permanent Collections 
2013 Waterloo Center for the Arts, Waterloo, IA, Basket 
 
2011 Cedar Rapids Museum of Arts, Cedar Rapids, IA, Large Jar 
 
 Iowa City Museum of Arts, Iowa City, IA, Pitcher 
 
2010 University of Northern Iowa, Cedar Falls, IA, Pitcher 
 
2009 University of Northern Iowa, Cedar Falls, IA, Salted Jar 
